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THE MUSICAL TIMES 
AND SINGING-CLASS CIRCULAR. 

FEBRUARY I, 1878. 

BEETHOVEN AND THE MODERN SCHOOL. 
BY H. HEATHCOTE STATHAM. 

AMONG the composers and critics who represent 
the modern " spasmodic " school (if we may adopt an 
epithet originally applied to a somewhat similar 
development in poetry) it seems now to be regarded 
as a settled and unquestionable fact in musical 
generation that Beethoven was the father of this 
most aggressive class of musical reformers and 
prophets. The coryphaeus of the school-the musician 
who, whether justly or not, has conquered for him- 
self the highest pedestal of fame among living 
composers-has distinctly posed as the successor of 
Beethoven. The Wagner Opera is, we have been 
told, the Beethoven Symphony turned into its proper 
channel, within which only it can prove a fertilising 
stream for the future development of music. Some 
of the literary satellites who revolve round the sun 
of Bayreuth put the matter even more plainly and 
definitely. Instrumental music, they assure us, 
spoke her last possible word in the penultimate 
movement of the " Ninth Symphony." The composer 
himself recognised the fact; and, in adding to the 
final movement a chorus to obtain the full expression 
of his ideas, for ever stamped the unaided instru- 
mental form as deficient. After this any further 
resumption of the attempt at purely instrumental 
composition was to be regarded as a progress back- 
wards, an attempted revival of a form of art always 
deficient in its results and illogical in its basis, and 
now finally to be shelved; and the career of Beet- 
hoven was to be considered as interesting and valuable 
for us mainly as a passage to the Wagnerian form, 
as the transition from the restricted " dance-forms" 
of composition to the vastness of the " forest melody" 
unmarked by form and unshackled by rhythm. 

It is yet too early a day to express definite con- 
clusions as to the real value of the new form of 
dramatic music which has made such a stir in the 
world, or as to the place it is destined to occupy in 
the history of the art. Nor would it be possible here, 
and within the limits of an article, to go into the 
question of the necessity of rhythmic form in music, 
involving as it would a philosophical disquisition on 
the very meaning and basis of the whole art. But 
the light in which Beethoven is regarded by the 
modern school, both absolutely and in relation to its 
own theories, is a more tangible and comprehensible 
subject for discussion, and one which is of some 
importance to musical criticism; for whether we 
regard instrumental music as an end or only as a 
means, the aims and achievements of the composer 
who, as all admit, carried it to the highest point, 
must be of lasting interest in the history and analysis 
of the art. 

The old notion that Beethoven was a composer 
essentially abnormal, mystical, and given to wild 
flights and startling surprises, has hardly yet been 
eliminated from the popular musical mind. Whilst 
he has thus been misconstrued by the many, who keep 
up vaguely a kind of survival of the first criticisms 
that were directed against him by the orthodox 
dilettanti of half a century ago, we find his genius now 
placed in another kind of false or half light by an 
earnest esoteric school of critics, who represent him 
as employed in the continual struggle to give to his 
music a meaning which eventually he found only 
possible by the addition of words, as a " tone-poet" 

limited and shackled in his art by the fetters of 
musical form and construction which he tended con- 
stantly to evade or rise above, and as achieving his 
highest efforts only in those latest compositions in 
which he had more or less realised his emancipation. 
Waiving, as was observed, the abstract question as 
to musical forms. what is here contended is that this 
view of Beethoven's position in the art is absolutely 
erroneous and inconsistent with the facts presented 
by his works; that he was essentially an artist in 
temperament and in method, aiming at the highest 
and most detailed finish in the greater part of his 
compositions; and that those in which clearness of 
musical form is sacrificed (as in some of his later 
works it is) to the endeavour after a more direct 
emotional expression, do not represent an advance, 
but a deterioration, as compared with those in which 
the form is more complete and comprehensive. 

The last clause of the indictment is of course one 
of those points which are subjects of opinion and of 
criticism, not questions of fact. But as to the view 
with which Beethoven himself most probably re- 
garded his art during the greater part of his career, we 
may put together a strong presumptive evidence in 
favour of the views here advanced-evidence which 
may be said to be of a threefold nature, derived from 
what we know of the man and of his artistic 
habitudes, from consideration of the style of his 
compositions taken separately, and from a com- 
parison of their general tendency when regarded in 
relation to each other and to the chronology of their 
production. 

In regard to the traits of the man himself it is not 
safe to take too much au sirieux the isolated remarks 
made by so wayward a man as Beethoven on the spur 
of the moment, or perhaps in the petulance of contra- 
diction or mystification. It is however on such 
remarks that the idea of his being essentially and 
intentionally a "poetic basis" composer seems to 
have been founded; on his having said, " It is thus 
that fate knocks at the door" in regard to one 
phrase, and "Read Shakespeare's 'Tempest'" in reply 
to a question as to the key to two of his Sonatas: 
remarks, the motive of which may have a very wide 
interpretation. At all events, if we are to give weight 
to these expressions, we must give equal weight to 
the fact that he pronounced Handel, that most prac- 
tical of composers, to be " the greatest master of all 
masters." But if we take what is on record of 
Beethoven's artistic life and practice, we do not find 
the shadow of a reason for supposing that he set out 
with any idea of having a Mission, with a large M. 
He was an artist with a thorough respect for the 
technique and craft of his art. He might have 
sneered, in his moods, at Albrechtsberger's contra- 
puntal studies, but he worked hard at them for all 
that; and his systematic elaboration of his ideas is 
curiously shown in so late a composition as the Finale 
of the "Eighth Symphony," the brilliant and pointed 
subject of which appears in the first sketch in so bald 
and uninteresting a form:- 

Like every healthy-minded musician-like Handel, 
Bach, Mozart, and Mendelssohn-he had a strong 
dash of the virtuoso about him; was proud of his 
playing, in which he was distinguished for an 
unusually powerful left harid, and liked to excel in 
feats of extemporisation. Nothing can be more 
characteristic of this than the well-known story of 
his victory over Steibelt, when he " drummed out a 
subject" from the violoncello part of the latter's 
Quintett, and proceeded to develop it in a manner 
that effectually annihilated his soi-disant rival (a kind 
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66 THE MUSICAL TIMES.-FEBRUARY I, 1878. 
of modern verision of the story of Apollo and Marsyas) ; 
and nothing could be more at variance with the 
modern " moral" view of music, which would deny 
any value to such an improvisation unless based on 
a distinct poetic motive capable of being expressed in 
words. We find this "virtuoso" element continually 
cropping up in the course of his artistic life, from the 
time when he electrified the audience, as Ries tells 
us, by shouting " Bravo !" as the young player got 
triumphantly through the difficulties of a cadenza 
which he had (by the composer's permission) intro- 
duced into the C minor Concerto, to the latter end of 
his life when he gave such careful directions to Czerny 
as to the way in which his nephew should be taught 
to finger such passages as- 

i and 
- 

using all the fingers, "so that they may go very 
smoothly. Such passages may indeed be made to 
sound very Perlis, or like a pearl, played by fewer 
fingers; but sometimes we wish for a different kind 
of jewel." True, with his lips he inveighed occa- 
sionally against "bravura," but that did not pre- 
vent him from writing the finest bravura Sonata in 
existence (the "Waldstein"); and it may be sus- 
pected that all he disliked was a composition which 
was bravura et Praterea nihil. And how suggestive, 
in regard to this question of the attitude of the com- 
poser towards his art, is the brief note we get from 
Ries as to the way in which the Finale of the 
"Sonata Appassionata" came into existence-one of 
the most distinctly " poetic," certainly, of all his works. 
They had been taking a long walk, and the composer 
had been keeping up a kind of howling, up and down, 
without articulating any distinct sounds. Upon Ries 
asking him what he meant by this he said, "I have 
just thought of a subject for the last movement 
,of the sonata." When they got home he "ran 
to the piano without taking his hat off, and continued 
storming over the keys for an hour, until the Finale, 
as we now admire it, was struck out. Then turning 
round, and for the first time noticing me, he said, 'I 
cannot give you a lesson to-day, I must work.'" 
Thus it should seem that this great movement was 
to a certain extent actually composed at the key- 
board, evolved out of an hour's "strum." Yet this 
was one of the Sonatas concerning which he said, 
" Read Shakespeare's 'Tempest."' 

How thoroughly again (to come to our second 
section of illustration) Beethoven was possessed of 
that essentially artistic spirit of work which shows 
itself in the acute critical perception of means to an 
end, we need not go beyond the range of the piano- 
forte Sonatas for ample evidence. Although in some 
few cases he seems desirous of treating the piano as 
an orchestra-at least of giving to its handling some- 
thing of the breadth and largeness of style demanded 
by orchestral composition (the Introduction and 
opening Allegro of the "Sonata Pathetique" being 
the first marked instance of this)-as a rule it is 
astonishing to notice, in turning over these familiar 
pages, not only how varied but how entirely suited to 
the means and mechanism of the instrument are the 
themes and the ornamental devices in which they are 
set. A.s to the first point, the invention of orna- 
mental figures for the instrument, no successor 
among composers for the piano (as Mendelssohn on 
his own part frankly owned) has a chance after him, 
Chopin alone perhaps excepted; but, even with the 
far greater licence of style and manner which Chopin 

allowed himself, there is a great sameness about his 
figure passages as compared with Beethoven's. And 
amid this wonderful variety there is nothing knotty 
or ungracious for the player. With the exception of 
the Op. io6 Sonata and one or two isolated bits in 
others of the late sonatas, every passage, however 
brilliant and difficult in one sense, lies well for the 
hand, and presents no unnecessary awkwardness of 
form or mechanism. Contrast them with the passages 
written by Schumann and Brahms for the piano, and 
the superior artistic fitness of Beethoven's style is 
beyond all comparison, not to speak of its generally 
superior effectiveness. Even if we put aside the 
great volume of pianoforte Sonatas, and take the mis- 
cellaneous solo works, we may put together a couple 
of these, the "Variations and Fugue on the Air 
from ' Prometheus'" (the precursor of the " Eroica" 
Finale) and the "Thirty-two Variations on an Original 
Theme in C minor," and find in these the groundwork 
of the whole series of modern pianoforte effects.* 
Only one source of pianoforte effect, perhaps, can be 
said to have been really invented since, that of which 
Thalberg claims the credit, the sustaining of a theme 
by *raising the dampers while the hands are both 
employed in ornamental excursions, and which has 
suffered such enormous abuse among popular writers 
for the instrument. In fact the subject of Beethoven's 
method of treating his favourite instrument is far 
too large to speak of in a paragraph, further than 
to draw attention to the general evidence which it 
affords of his artistlike method of work and close 
attention to the details of his craft, and of the import- 
ance he attached to finish of form and suitability of 
means to the end. 

As to the larger question of symmetry of form in 
composition, it is of course easy to see that in his 
earlier works, such as the two first Symphonies and 
the pianoforte works of the earlier period, Beethoven 
was for the most part as symmetrical in form as 
Mozart; what is not recognised is that he is so for 
the most part in his later works. By symmetrical in 
form it is here meant that he draws out his move, 
ments on a fixed plan and adheres to it strictly. 
Popular opinion has in fact credited him both with 
more dependence on precedent in his earlier works, 
and more breaking away from it in his later ones, 
than is consistent with fact. In the face of such 
compositions as the C minor Trio (Op. i) and the 
A major Sonata (Op. 2), it is nonsense to talk of his 
being dependent on Mozart and Haydn at the outset. 
The youthful productions, in which he really was 
repeating their style, he did not allow to appear in 
the catalogue of his numbered compositions. On the 
other hand, although it is easy for those who wish to 
gain a hearing for musical monstrosities to remind 
us that the Symphonies in C minor and A major 
were derided by the players who first executed them, 
it may be concluded that the non-appreciation of 
those works arose from the novelty and, to ears of that 
day, extraordinary character of the themes them- 
selves, rather than from any great eccentricity in the 
framework of the composition. The first movement 
of the C minor Symphony is rather irregular in 
plan, certainly; but the final movement is symmetry 
itself. Take the slow movement of the A major 
Symphony again, perhaps the most intensely pathetic 
thing that Beethoven ever wrote; do we find here 
that passion is allowed to break the bounds of musical 

0 The other was the one in D minor, Op. 31. The fact of the ex- 
pression being used in regard to two works so little connected with 
each other in date and manner seems to show that the reply was 
merely a vague observation to turn off the question. 

* The "Thirty-three Variations" on Diabelli's Waltz would at 
all events supply any deficiency of suggestion; but this work cannot 
on artistic grounds be ranked with the two others. Though larger in 
scale it is much more loosely constructed, and has attracted an 
exaggerated interest on account of its difficulties and their splendid 
execution by one or two great players; a remark which may also 
apply to the Op. Io6 Sonata, the longest but not the greatest of the 
composer's pianoforte solos. 
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form ? There is just one trivial deviation from the 
straight path in the bar- 

Brass & * 
drums. Wood. 

which at least I have always felt to be superfluous 
in performance, characteristic as it is, as it has no 
relation to any other feature of the movement ; but 
except that there is not a bar that is not in its right 
place or that does not seem naturally to result from 
the plan of the whole, even to the symmetrical 
incident of the chord for wind instruments placed at 
the opening and close of the movement, the portal 
through which we enter and leave this strange region 
of sighs and consolations. Or take such a work as 
that called the " Moonlight Sonata," which in style 
and form was the most complete novelty that even 
Beethoven ever produced--which was utterly un- 
shadowed by any precedent in pianoforte music-and 
see if you can find a bar or a note that can be dis- 
placed in it, that is not rigidly in keeping with the 
plan and structure of the whole. The form was new, 
but it is as complete a form, as strictly adhered to 
as such, as we could find in any of the works of 
Bach. Or, to come later in the series, take the two 
sets of variations in E and C, in the Sonatas Op. 109 
and xii, and see whether in these latest pianoforte 
solos Beethoven is not as symmetrical in form as in 
the three first Sonatas.' It would be a tempting and 
pleasant task to carry the argument further by calling 
attention to the wonderful and delicate elaboration of 
detail in his great Symphonies; to note how each 
instrument has its own individual part precisely 
suited to its genius; to observe how infinite is the 
variety of little beauties and graces which are all 
subordinate to the whole design, and never obtrude 
themselves : but space forbids. 

"But the ' Ninth Symphony'"-say the modern 
critics-" does not the whole of Beethoven's work lead 
up to that, and does he not in the Finale expressly quit 
the field of regular form and of pure instrumental 
music, and thereby acknowledge it to be a thing played 
out ? " Now just look at the absurdity of this argument. 
Because the last Symphony he wrote had a chorus 
to it, therefore instrumental music was to be at an 
end. Suppose he had died after writing the " Pastoral 
Symphony; " then of course " he had arrived at the 
conclusion that the right province of instrumental 
music was the description of nature." Suppose he 
had died just after the production of the "Choral 
Fantasia," then we should have had, " Beethoven had 
recognised that the pianoforte, unsupported by voices, 
could have no place in the music of the future:" 
but fortunately he lived to write some of his finest 
solo Sonatas after this. Then, because the Concerto 
in E flat was his last and greatest, we have had it 
repeated ad nauseam that he had recognised that the 
old Concerto form was worked out, and had said his 
last word in that form; but unfortunately M. Thayer 
has discovered that the manuscript of nearly the whole 
first movement of a later Concerto is in existence, of 
very orthodox form as far as it goes, and the opening 

of it was engraved in one of the Crystal Palace pro- 
grammes, and the piano part commences with a 
show chain of shakes, a piece of immoral bravura 
display! So much for theories and facts. But the 
idea that you can make out a progress from pure 
music to " poetic basis " music out of Beethoven, an 
evidence of a theory consistently carried out, is an 
illusion. Twist him how you will, he will not fit it. 
The " Eroica" was an admittedly "poetic" Sym- 
phony, and its Finale is irregular and rather captious 
in form: the next Symphony to it is the most 
finished work he ever wrote, and the most purely 
formal of all his Symphonies. The next solo piano- 
forte work after the "Adieux Sonata" is the 
Polonaise in C; and the variations which close the 
last sonata of all are as purely music for the sake of 
music, as devoid of any effort at inner meaning, as pre- 
cise in form, as a toccata of Bach's; and this, together 
with the Diabelli Variations-a piece of the same 
genre, though very inferior-was in progress contem- 
poraneously with the " Ninth Symphony." As to that 
extraordinary work, the first movement, though very 
large and sometimes vague in outline, is moulded by 
a consistent form; the Scherzo is nearly complete in 
form; the slow movement is one of the most ex- 
quisitely finished and symmetrically developed, as 
well as one of the most beautiful, of all the composer's 
works. But in regard to the Finale I venture to 
assert, speaking as a reverential and I trust not 
unintelligent lover of Beethoven, that in spite of the 
noble and pure beauty of the leading theme, and of 
the glimpses of a sublime musical perspective which 
open up here and there in its progress, the movement 
as a whole is not what it is asserted to be; that it is 
not worthy of the position that has been given to 
it among the composer's works; that much of it is 
crude, harsh, and formless; that many of those who 
hear it feel (if they would confess the truth) a certain 
sense of relief when it is over; and that no educated 
audience would pretend to think it the composer's 
crowning work if they did not allow themselves to 
be led by a clique of critics who have a theory to 
uphold. 

There is one otherspecial point in which Beethoven 
is misrepresented by the said school of critics. They 
try to make him out to be an accomplice in the pre- 
paration of a modern receipt for composition called the 
" metamorphosis of themes." This is a contrivance 
whereby a composer who is deficient in original and 
spontaneous melodic ideas may, when he has been 
lucky enough to hit upon one melody, make it do duty 
for a whole movement or even alwhole Symphony, by 
repeating it with varieties of form and rhythm, cutting 
out a note or putting one in, and mauling it in other 
ways; thereby not only exercising a wholesome 
economy in the use of his ideas, but gaining also the 
credit of having imparted a remarkable "unity of 
expression " to his composition. This crutch has 
been found so useful to lean upon that the literary 
followers of Liszt and Wagner have felt compelled, 
in proving their idols to be the hereditary successors 
of Beethoven, to show that he also leaned upon the 
same crutch. And very instructive their efforts are. 
One of them, who is known as a first-class pianist 
and a writer of indifferent English, and whose play- 
ing is heard too seldom and his English seen rather 
too often, attempted a little while ago to cut Beethoven 
to fit this theory, in an article directed to that end in 
Macmillan's Magazine. Among the few examples 
which this critic was able to make out in support 
of his view, it will scarcely be credited that one was 
an attempt to see in the theme of the Fugue of the 
B flat Sonata a repetition of the theme of the first 
Allegro, by arbitrarily picking out certain notes in 
the scale passages of the fugal theme and empha- 

* Since the above remarks were written I have chanced upon the 
following passage, certainly very apropos, in Beethoven's notes to his 
own contrapuntal studies, which shows that his symmetry of form in 
his best works was the result of deliberate and early formed judgment. 
Excusing himself for neglecting some of the strict rules of the 
theorists, he says, " Let me not be supposed to advocate an imper- 
tinent contempt of the great principles of art, which are unchangeable. 
I would only say that as time advances art has also advanced in many 
things. Invention and fancy must not be denied the rights and 
privileges of which schoolmen, theorists, and barren critics would 
gladly deprive them .... And yet I would advise a contmposer rather 
to be commonplace than far-fetched in his ideas, or bombastic in the 
expression of them." 

This content downloaded from 204.235.148.92 on Wed, 13 Jan 2016 21:46:02 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


68 THE MUSICAL TIMES.-FEBRUARY I, 1878. 

sising them. Another example lay in the compari- 
son of the closing chords of the first Allegro of the 
"Waldstein Sonata "- Allegro. . 

with the opening bars of the following slow move- 
ment:-- 

Adagio motto. 

J-- --- 
Granting the asserted resemblance of the two passages, 
which it is not very easy to see, the first one is not a 
" theme," hardly even a " phrase;" it is a mere 
battery of chords to close the movement. But the 
absurd part of it is that the critic, in his anxiety to 
discover what he was looking for, forgot the fact that 
the Adagio was not the original movement-that 
the Allegro was originally followed by the now well- 
known Andante in F, afterwards discarded because 
it made the sonata too long, when the present short 
Adagio was substituted. Any idea therefore of the one 
movement being evolved out of the other in the pro- 
gress of composition must be set aside. Such are 
the straits to which people are driven who are de- 
termined to find their artificial theories in Beethoven's 
music. 

The foregoing remarks merely glance at and suggest 
a view of a subject far too large to be illustrated in 
detail here. But if, as is believed, the unbiassed 
study of the life and works of Beethoven, apart from 
any attempt to make a theory, shows him to have 
been not only a poet in feeling and expression, but 
also essentially a consummate artist in musical form-- if we recognise that, where in a few instances in his 
latest compositions he has comparatively neglected 
form and finish, there he has also fallen below his 
usual mark in his effect upon competent and unpre- 
judiced listeners-we must conclude, whatever the 
future of music may have in store for us, that no 
theory of the art which excludes symmetrical form 
and finish and subordination of detail can really 
claim to be based upon the art of Beethoven, except 
in the sense of being an amplification and systematic 
reproduction of his few comparative failures. 

MUSIC IN CONNECTION WITH DANCING. 
BY CHARLES K. SALAMAN. 

(Continued from rtage 16.) 
Music and dancing are identified to a great extent 

with the drama of ancient Greece and Rome. The 
chorus originated the drama. The term choros was 
used for the song and dance, as well as for the 
singers and the dancers. In its inception the chorus 
was a festive choral dance.. In like manner the term 
orchestra was used for the performers of the dance 
and also for the place in which they danced. 
Tragedy was the development of human passion, 
expressed by means of language, dancing, and singing. 
The chorus moved slowly or rapidly in accordance 
with the expression of the verse they sang. They 
advanced and retreated in three rows of five dancers, 

or five rows of three. When they moved from the 
right hand to the left it was called Strophe, when 
from the left hand to the right it was called Anti- 
strophe. Brumoy observes that music was only a 
more agreeable manner of vocal expression, as 
dancing was a more graceful mode of movement. 
Tysias (B.C. 556) was the first to teach the chorus 
to dance, and for that he received the name " Stesi- 
choros." He is mentioned by Plutarch among the 
early melopoeists, whose custom it was to adapt their 
verses to appropriate melodies. Out of the choral 
hymns which were sung to Bacchus, with move- 
ment and gestures, arose Tragedy. The magnificent 
Chorus to Bacchus in the "Antigone" of Sophocles 
is regarded as an image of the ancient Greek tragedy 
in its first rude state. The goatlike appearance of 
the satyrs, who sang and danced the Bacchic hymns, 
is said to have suggested the term Tragedy. Comedy 
was at first styled Trugodia, in consequence of that 
kind of dramatic entertainment being associated with 
the season of the grape harvest. Both tragedy and 
comedy were invented in Icarium, a small village of 
Attica. At the Bacchic festivals, which partook of a 
religious character, a goat was sacrificed by the 
priests, amid joyous choral songs and dances. A 
drainatis persona was afterwards added to the chorus. 
This actor recited verses, with mimetic movements 
and characteristic gestures, alternately with the 
chorus, which, in consequence, become subsidiary to 
the dramatis persona. This was the simple form of 
the Tragedies of Thespis. 

Then. 
Eschylus appeared, 

B.C. 525, and added to the chorus many dramatis 
personc, developing tragedy into a broader and nobler 
form. 

A dramatic poet of antiquity was expected to pos- 
sess multifarious qualifications. Skill in the arts of 
music and dancing was necessary to enable him to 
teach the chorus to sing and to dance. He had 
often to compose music to his own verses. Aristo- 
phanes in one of his comedies represents IEschylus 
saying,- 

I myself taught these dances to the chorus, 
Which pleased so much when erst they danced before us. 

The choral odes of his dramas are said to have 
been long held in remembrance, on account of their 
exquisite sweetness, and the purity and loftiness of 
their tone. Aristophanes said of his songs, " They 
are as sweet as the honey of the bee;" " He is the 
master of all singers." But though the verse of 
Elschylus has the sweetness of honey, it is more 
characterised by the majesty and wild grandeur of 
the sea, as, for instance, the choruses in " Prome- 
theus Bound." 

Telestes was the chorus director. In zEschylus's 
tragedy, " The Seven against Thebes," he made all 
their acts intelligible by means of dancing. In the 
"Eumenides " of 2Eschylus, the chorus of the Errineyes 
moved round and round in solemn weirdlike measure, 
while they chanted the following verses:- 

Come, then, let us form our chorus, 
Since 'tis now our will to utter 
Melody of song most hateful, 
Telling how our band assigneth 
All the lots that fall to mortals, &c. 

PLUMPTRE'S Translation. 

Sophocles and Euripides still further developed 
the genius of tragedy, which, "in its pure and perfect 
state," says Francklin, "was made subservient only 
to the noblest purposes, and sacred to truth, religion, 
and virtue. This species of the drama attained to 
its highest degree of perfection in the time, and 
under the direction, of the immortal Sophocles, the 
acknowledged prince of tragic poets, the admiration 
of all Greece, the envy of his contemporaries, and, 
in a word, the Shakespeare of antiquity." 
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